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Commentary  
and notes 
0.i  Sly, Hostess  HOST. You will not pay for the glasses you have burst? (6) 
Sly, drunk, being thrown out of tavern. 
  Hostess  SLY. ...go to thy cold bed... 
HOST. ...I must go fetch the 
thirdborough. (10) 
Despite Sly’s directing her to bed, 
Hostess goes out to get constable, 
enabling ‘in’ of tavern to be wiped and 
reset as Lord’s house. 
  Lord, Train  LORD. I charge thee, tender well my hounds. (14) 
Lord etc. coming in from hunt. 
  Sly, servants  LORD. Take him up gently, and 
to bed with him. (70) 
Sly taken ‘in’ (now to Lord’s house). 
  Servingman  LORD. Sirrah, go see what trum-
pet ’tis that sounds. (72) 
Sound effect from outwards, announces 
players’ arrival. 
  Servingman  SERV. ...players That offer service to your lordship. (76) 
Returns with news. 
  Players  LORD. Bid them come near. (77) Players enter from outwards. 
  Servant, 
Players 
 LORD. Let them want nothing 
that my house affords. (102) 
Players taken into the house. 
  Servingman  LORD. ...See this dispatch’d... 
Anon I’ll give thee more 
instructions. (127-8) 
Servant sent in to set up Page as Sly’s 
‘wife’. 
  Lord  LORD. I’ll in to counsel them. 
(134) 
Lord follows Sly, Players, Servants into 
his house. 
0.ii 
G 
Sly, Atts, Lord  Enter aloft... Enter to balcony or gallery above stage. 
  Page, Attendants 
 SLY. ...Where is my wife? 
PAGE. Here, noble lord...(103-4) 
Returns from inwards (where servant 
went previously to set up). 
 
G 
Attendants  SLY. ...Servants, leave me and 
her alone. (117) 
Servants vacate balcony. 
  Messenger  MESS. Your honour’s players ...Are come to play a pleasant 
comedy...(129-30) 
From inwards, where players were taken 
off to prepare. 
  Page, 
Messenger 
 SLY. ...Come, madam wife, sit 
by my side...(141) 
Page exits to join Sly on balcony. 
I.i  Lucentio, 
Tranio  
LUC. ...I am arriv’d for fruitful 
Lombardy...(3) 
Arriving at Padua from outwards, 
elsewhere (Lombardy). 
  Baptista, Katherina, 
Bianca, 
Gremio, Hort 
 BAP. Gentlemen, importune me 
no farther...(48) 
Coming out of Baptista’s house, where 
the suitors for Bianca have been 
pestering Baptista. 
  Bianca  BAP. ...Go in, Bianca. (91) Bianca sent back inwards. 
  Baptista  BAP. ...Katherina, you may stay, 
For I have more to commune 
with Bianca.(101-2) 
Baptista too goes back in. 
  Katherina  KATH. Why, and I trust I may go 
too, may I not? (103) 
Insists on following Baptista in. 
  Gremio, 
Hortensio 
 GRE. ...Come on. (145) Away from Baptista’s house. 
  Biondello  LUC. ...Here comes the rogue. (221) 
Biondello arrives from elsewhere in the 
town. 
  Lucentio, 
Tranio, 
 LUC. Tranio, let’s go. (244) They go off elsewhere, towards 
Lucentio’s house. 
2 
Biondello 
    The Presenters above speak. 
They sit and mark. 
FIRST INTERLUDE SERVES TO 
AVERT A BETWEEN-SCENES 
CONGESTION PATTERN AT 
OUTWARDS DOOR. 
I.ii  Petruchio, 
Grumio  
PETR. Verona, for a while I take 
my leave, To see my friends in 
Padua.. (1-2) 
Petruchio arriving from outwards 
(Verona) to Padua. 
  Hortensio  PETR. ...I trow this is his house. (4) 
Hortensio has crossed backstage, now 
comes out of his house. 
  Gremio, 
Lucentio  
GRE ...Trow you whither I am 
going? To Baptista Minola. 
(163) 
Returning whence he exited, going 
towards Baptista’s house (though DR 
now represents Hortensio’s house). 
  Tranio, 
Biondello  
TRA. ...which is the readiest way 
To the house of Signor Baptista 
Minola? (217-8) 
Ditto. 
  All  TRA. ...Please ye we may 
contrive this afternoon, and 
quaff carouses to our mistress’ 
health...(274-5) 
Exit together to inn to seal their bargain 
over the wooing. 
II.i  Katherina, Bianca 
 BIAN. Good sister, wrong me 
not...(1) 
Domestic scene: they are coming 
outwards from further within the house. 
  Baptista  BAP. Why, how now, dame...(23) 
Likewise. 
  Bianca  BAP. ...Bianca, get thee in. (30) Goes back inwards as directed 
  Katherina  KATH. ...I will go sit and 
weep...(35) 
Returns inside too. 
  Gremio, 
Lucentio, 
Petruchio, 
Hortensio, 
Tranio, 
Biondello 
 BAP. ...But who comes here? (37) 
Coming inwards to Baptista’s house from 
outside. 
  Servant  BAP. ...Holla, within! (108) Baptista calls in to the house to summon servant. 
  Servant, 
Lucentio, 
Hortensio, 
Biondello 
 BAP. ...Sirrah, lead these gentle-
men To my daughters. (108) 
Servant leads suitors inwards to house. 
  Hortensio  Enter HORTENSIO with his head broke. 
Comes back out in disarray. 
  Baptista, 
Hortensio, 
Gremio, 
Tranio 
 BAP. ...Well, go with me...(163) Baptista takes all except Petruchio 
inwards. 
  Katherina  PETR. ...But here she comes... (181) 
Katherina comes outwards from where 
she has attacked Hortensio. 
  Baptista, Gremio, 
Tranio 
 PETR. ...Here comes your 
father...(272) 
Returns from inwards. 
  Petruchio  PETR. ...I will to Venice... (315) Exits outwards to Venice. 
  Katherina   Goes back inwards. 
  Baptista  BAP. ...And so I take my leave, 
and thank you both. (391) 
Having concluded negotiations, Baptista 
goes back inwards to house. 
  Gremio   Gremio’s and Tranio’s exits staggered by 
Tranio’s final speech 
  Tranio   This signifies that they are not leaving 
together, though they use same door 
outwards, leaving Baptista’s. 
III.i  Lucentio, Hortensio, 
Bianca 
 LUC. Fiddler, forbear. (1) Spatial, not temporal continuity: they last 
exited into the house for lessons in 
II.i.110 so it is logical they now come out 
of the same door; but the ‘Sunday next’ 
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of Kate’s marriage (II.i.386) has now 
become ‘tomorrow’ (III.i.82). 
  Servant  SERV. Mistress, your father prays you...(80) 
Comes from inwards with message from 
Baptista. 
  Bianca, 
Servant 
 BIAN. Farewell, sweet masters 
both, I must be gone. (83) 
Go back into the house. 
  Lucentio  LUC. Faith, mistress, then I have 
no cause to stay. (84) 
Lucentio exits outwards. 
  Hortensio  HORT. But I have cause to pry 
into this pedant...(85) 
Follows Lucentio, suspicious of him. 
    
INTERLUDE REQUIRED HERE, BOTH TO FACILITATE LUCENTIO’S 
IMMEDIATE RE-ENTRY FROM INWARDS IN NEXT SCENE, AND TO 
SIGNAL TIME-LAPSE TO THE WEDDING DAY. BAD QUARTO FIRST 
INTERLUDE IS SUITABLE: SEE COMMENTARY 
NB: C1v A Shrew has the interlude before the preceding music scene. Its 
slightly different plot doesn’t necessitate interlude here. 
III.ii  Baptista, Gremio, 
Tranio, 
Katherina, 
Lucentio etc. 
 BAP. Signor Lucentio, this is the 
’pointed day...(1) 
Lucentio has done a (hasty) backstage 
cross, signalling time-lapse. The inwards 
door now stands for Baptista’s house, 
with the priest waiting there (in the 
chapel?). 
  Katherina, 
Bianca etc. 
 BAP. Go, girl, I cannot blame 
thee...(27) 
Katherina goes back inwards in tears. 
  Biondello  BION. He is coming. (37) Biondello messenger with news from outside. 
  Petruchio, 
Grumio  
PETR. Come, where be these 
gallants? Who’s at home? (84) 
Coming back inwards (‘home’) from 
outwards (Venice). 
  Petruchio, 
Grumio 
 PED. ...I should bid good morrow 
to my bride. (120) 
Goes inwards to greet Katherina. 
  Baptista, 
Gremio, 
Biondello etc. 
 BAP. I’ll after him and see the 
event of this. (125) 
Following Petruchio towards 
house/church. 
  Gremio  TRA. ...Signor Gremio, came you from the church? (147) 
Coming back outwards from the church. 
  Petruchio, Katherina, 
Bianca, 
Baptista, 
Hortensio, 
Grumio etc. 
 PETR. ...I know you think to dine 
with me today...(183) 
Ditto. 
  Petruchio, 
Katherina, 
Grumio 
 PETR. ...I’ll bring mine action on 
the proudest he That stops my 
way in Padua. (232-3) 
Exit outwards (to Petruchio’s house), 
away from Padua. 
  Baptista, 
Gremio, 
Tranio, 
Lucentio, 
Bianca 
 BAP. ...there wants no junkets at 
the feast ...Come, gentlemen, 
let’s go. (246) 
They go back inwards to wedding feast. 
IV.i  Grumio  GRU. ...I am sent before to make a fire...(3) 
Advance party arriving at Petruchio’s 
house. 
  Curtis  CUR. Who is that calls so coldly? (11) 
Coming outwards from the house to meet 
Grumio. 
  Servingmen  GRU. ...Now, my spruce companions, is all ready.. 
(103) 
Servants come from inwards to meet 
Grumio. 
  Petruchio, 
Katherina  
PETR. Where be these braves? 
What, no man at door...(107) 
Arriving, as has done Grumio. 
  Servants  PETR. Go, rascals, go, and fetch 
my supper in. (126) 
Go to ‘kitchens’ to get supper. 
  Servants with 
supper  
PETR. ...Sit down, Kate, and 
welcome. (128) 
Servants come back with supper. 
  One with water  PETR. ...Come, Kate, and  
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wash...(141) 
  Curtis, 
 Servants 
 
 
PETR. ...There, take it to you... 
What, do you grumble? I’ll be 
with you straight. (152, 154) 
Servants exit with remnants of supper. 
  Petruchio, 
Katherina 
 PETR. Come, I will bring thee to 
thy bridal chamber. (165) 
Go inwards to bridal chamber. 
  Servants 
severally  
NATH. Peter, didst ever see the 
like? (166) 
Simultaneous mid-scene entrance/exit. 
Return from ‘kitchens’: ‘severally’ 
means ‘separately’, in dribs and drabs, 
not necessarily at separate doors. 
  Curtis  GRU. Where is he? CURT. In her chamber, Making a 
sermon of continency to 
her...(168-70) 
Curtis, by contrast, re-enters from 
inwards, since unlike the others he has 
been in a position to overhear Petruchio’s 
words to Katherina. 
  Servants  CURT. ...Away, away, for he is 
coming hither. (174) 
Servants flee the returning Petruchio. 
  Petruchio  PETR. Thus have I politicly begun my reign...(175) 
Simultaneous mid-scene entrance/exit. 
  Petruchio  PETR. ...And if she chance to 
nod I’ll rail and brawl, And 
with the clamour keep her still 
awake. (193-4) 
Returns to bed. 
IV.ii  Tranio, 
Hortensio  
TRA. Is’t possible, friend Litio, 
that Mistress Bianca Doth 
fancy any other but Lucentio? 
(1-2) 
Arriving together from outwards, coming 
to observe Lucentio’s lesson with 
Bianca. 
  Bianca, Lucentio 
 LUC. Now, mistress, profit you 
in what you read? (6) 
Continues pattern established so far: 
lessons associated with inwards door. 
  Hortensio  HORT. ...and so I take my 
leave...(42) 
Returns whence he came. 
  Biondello  BION. ...I have watch’d so long That I am dog-weary, but at 
last I spied An ancient angel 
coming down the hill...(59-61) 
Enters from outwards, since he has been 
watching outside the town for a traveller 
who might pose as Lucentio’s father 
Vincentio. 
  Lucentio, 
Bianca 
 TRA. Take in your love, and then 
let me alone. (71) 
On Tranio’s command, Lucentio takes 
Bianca inwards. 
  Pedant  TRA. ...Travel you far on...? (73) Simultaneous mid-scene entrance/exit. Enters from outwards, in continuity with 
where Biondello reported seeing him. 
  Pedant, Tranio, 
Biondello 
 TRA. .. Go with me to clothe you 
as becomes you. (121) 
Go off to Lucentio’s house to dress the 
Pedant as Vincentio. 
IV.iii  Katherina, Grumio 
 KATH. ...I prithee go and get me 
some repast...(15) 
Coming outwards from interior of 
Petruchio’s house, Katherina begging 
Grumio for food. 
  Petruchio, 
Hortensio  
Enter PETRUCHIO and HOR-
TENSIO, with meat. 
Outwards door established in IV.i as 
leading to kitchen of Petruchio’s house. 
  Tailor, 
Haberdasher  
PETR. ...The tailor stays thy 
leisure...(59) 
Tailor, Haberdasher coming from 
outwards into Petruchio’s house. 
  Haberdasher  KATH. ...I like the cap, And it I 
will have, or I will have none. 
(84-5) 
Haberdasher exits whence he entered. 
  Tailor  HORT. ...Away, I say, commend 
me to thy master. (165) 
Ditto. 
  [Petruchio, 
Hortensio, 
Katherina, 
Grumio] 
X PETR. ...We will hence forth-
with, To feast and sport us at 
thy father’s house. Go call my 
men, and let us straight to 
him; And bring our horses 
unto Long-lane end, There 
will we mount, and thither 
walk on foot. (179-83) 
Elaborate and specific directions clearly 
imply they are about to exit outwards to 
go back to Padua. This would involve a 
visible ‘leaving’ of Petruchio’s house 
(inwards door) and subsequent re-entry 
from outwards door (arrival in Padua) to 
knock on inwards door (now Baptista’s 
house). Instead, actual exit is made 
‘invisible’ by Petruchio’s change of 
heart. 
5 
  Petruchio, 
Hortensio, 
Katherina, 
Grumio 
 PETR. ...I will not go today, and 
ere I do, It shall be what 
o’clock I say it is. (191-2) 
Instead, they go back inwards. 
IV.iv  Tranio, 
Pedant  
TRA. Sir, this is the house. 
Please it you that I call? (1) 
Enter from outwards (from Lucentio’s 
house), coming inwards to Baptista’s 
house. But while Tranio indicates 
Baptista’s house they do not knock 
(avoiding comic effect, since this door 
has just been used as Petruchio’s house). 
  Biondello  PED. ...But sir, here comes your boy...(8) 
TRA. But hast thou done thy 
errand to Baptista? (14) 
Instead subsequently Biondello enters 
from inwards door, the dialogue 
establishing that he has been sent ahead 
to Baptista’s house. 
  Baptista, Lucentio 
 TRA. ...Here comes 
Baptista..(18) 
Coming out of his house. 
  Lucentio  BAP. Cambio, hie you home, 
And bid Bianca make her 
ready straight. (62-3) 
Lucentio sent back inwards to Bianca. 
  Biondello  TRA. ...get thee gone. (67) Biondello sent after him by Tranio. 
  Peter  Enter PETER Simultaneous mid-scene entrance/exit. ‘Peter’ is perhaps the name of the actor 
playing Gremio: see commentary. 
  Baptista, 
Tranio 
[Peter] 
 TRA. ...Where then do you know 
best We be affied...(48-9) 
BAP. Not in my house.old 
Gremio is hearkening 
still...we might be interrupted.  
TRA. Then at my lodging...(51-
5) 
Baptista explicitly suggests they make 
the arrangements anywhere but at his 
house; they therefore exit outwards to 
Lucentio’s house, perhaps followed at a 
distance by ‘Peter’. 
  Lucentio, Biondello 
 BION. ...But ’has left me here 
behind to expound the 
meaning...(76) 
Simultaneous mid-scene entrance/exit. 
They now return from inside Baptista’s 
house, Biondello giving Lucentio the 
instructions he has had from Tranio. 
  Biondello  BION. ...My master hath ap-
pointed me to go to Saint 
Luke’s, to bid the priest be 
ready to come against you 
come with your appendix. 
(98) 
Goes off outwards towards church to 
prepare way for Lucentio and Bianca. 
  Lucentio  LUC. ...I’ll roundly go about 
her... (103) 
Now goes back inwards to persuade 
Bianca. 
IV.v  Petruchio, 
Katherina, 
Hortensio etc. 
 PETR. Come on, a God’s name, once more toward our 
father’s. (1) 
Time lapse since abortive departure: they 
are now outwards on the road to Padua. 
  Vincentio  PETR. ...But soft, company is coming here. (26) 
Vincentio, like them, is going in the 
direction of Padua. 
  Petruchio, 
Katherina, 
Vincentio etc. 
 PETR. Come, go along and see 
the truth thereof... (74) 
This is a ‘transit’ scene, representing 
‘looped segment’ of an uncompleted 
journey. 
  Hortensio  HORT. ...hast thou taught 
Hortensio to be untoward. (78) 
Function of tag line after others have 
exited is to ‘clean up’ exit, since final 
exit involves only one character, hence 
limiting logistical confusion and creating 
a clear-cut end to the scene. 
V.i  Gremio  GREMIO is out before. MINIMAL congestion at outwards door (only one character crossing with 
another). 
  Biondello, Lucentio, 
Bianca 
 BION. Softly and swiftly, sir, for 
the priest is ready. (1) 
Biondello has done a backstage cross, 
having returned from church to hurry 
along Lucentio and Bianca. 
  Lucentio, 
Bianca 
 LUC. I fly, Biondello. But they 
may chance to need thee at 
They exit outwards towards church. 
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home, therefore leave us. (2-
3) 
  Biondello  BION. Nay, faith, I’ll see the 
church a your back, and then 
come back to my master’s as 
soon as I can. (4-5) 
Despite Lucentio’s instructions, 
Biondello follows them outwards in 
direction of church. 
 
    
INTERLUDE HERE WOULD AVOID CROSSOVER AT OUTWARDS 
DOOR BETWEEN EXITING BIONDELLO AND ENTERING GROUP OF 
AT LEAST FOUR CHARACTERS. BAD QUARTO’S SECOND 
INTERLUDE IS SUITABLE: SEE COMMENTARY. 
NB: D4r in A Shrew, this is where the interlude is. 
  Petruchio, 
Katherina, 
Vincentio, 
Grumio etc. 
 PETR. Sir, here’s the door, this is Lucentio’s house. My father’s 
bears more toward the market-
place. (7-8) 
GRE. They’re busy within. You 
were best knock louder. (13) 
Inwards door now indicated as 
Lucentio’s house. Just as Petruchio’s 
departure from his house (inwards door) 
was rendered ‘invisible’ by his last-
minute aborting their departure, so his 
arrival at Baptista’s house (inwards door) 
is rendered ‘invisible’ to avoid comic 
effect of having Petruchio knock at his 
‘own’ door. 
 
G 
Pedant  PEDANT looks out of the 
window. 
Pedant appears on gallery level above 
inwards door (Sly etc. occupy central 
position in gallery?) 
  Biondello  BION. I have seen them in the church together. (36) 
As he promised, he is now returning 
from the church to his master’s house. 
  Biondello  BION. Help, help, help! (51) Runs back off whence he entered. 
 
G 
Pedant  PED. Help, son! (54) Pedant leaves gallery... 
  Pedant, Baptista, 
Tranio, 
Servant. 
 TRA. Sir, what are you that offer 
to beat my servant? (56) 
...and then enters with others from inside 
the house. 
  Officer  TRA. Call forth an officer. (83) From outwards, i.e. the town. 
  Biondello, 
Lucentio, 
Bianca 
 BION. O, we are spoiled, and yonder he is. (100) 
Biondello returns with Lucentio and 
Bianca from the church. 
  Biondello, 
Tranio, Pedant 
 Exeunt Biondello, Tranio and 
Pedant, as fast as may be. 
The three take refuge in Lucentio’s 
house. 
  Vincentio  VIN. ...But I will in, to be re-
venged for this villainy. (125) 
Follows others ‘in’ to house. 
  Baptista  BAP. And I, to sound the depth 
of this knavery. (126) 
He too follows into the house. 
  Lucentio, 
Bianca 
 LUC. Look not pale, Bianca; thy 
father will not frown. (127) 
They follow. 
  Gremio  GRE. My cake is dough, but I’ll 
in among the rest...(128) 
Ditto. 
  Katherina, 
Petruchio 
 KATH. Husband, let’s follow to 
see the end of this ado. (130) 
Ditto. 
    
INTERLUDE REQUIRED HERE TO PROVIDE TIME-LAPSE BETWEEN 
THESE EVENTS AND THE CONCLUDING FEAST, AND TO 
FACILITATE RE-ENTRANCES FROM OUTWARDS AFTER INWARDS 
EXITS OF PREVIOUS SCENE. BAD QUARTO’S FOURTH (OR 
POSSIBLY THIRD AND FOURTH) INTERLUDE SUITABLE: SEE 
COMMENTARY 
NB: F2r and F3r (2 sections) A Shrew, this is where the interlude is. 
V.ii  
 
 
 
 
 
Baptista, 
Vincentio, 
Gremio, 
Pedant, 
Lucentio, 
Bianca, 
 Enter......with TRANIO, BIONDELLO, GRUMIO, 
bringing in a banquet. 
LUC. ...Welcome to my house... 
(8) 
After chaotic and disjointed exit patterns 
of previous scene principals now re-enter 
DL. Time lapse implied, since Lucentio 
welcomes them to his house for a feast. 
Probable that as they enter in ceremonial 
procession from outwards the banquet is 
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Petruchio, 
Katherina, 
Hortensio, 
Widow,  
Servant, 
Tranio, Biond, 
Grumio 
brought on from the inwards door by the 
servants. 
  Bianca, 
Katherina, 
Widow 
 BIAN. Am I your bird? I mean to 
shift my bush...(46) 
Withdraw inwards. 
  Biondello  LUC. Go, Biondello, bid your 
mistress come..(77) 
Biondello follows ladies. 
  Biondello  LUC. ...How now, what news? (81) 
Returns whence he exited. 
  Biondello  HORT. ...Biondello, go and 
entreat my wife...(87) 
As above. 
  Biondello  HORT. ...Now, where’s my wife? (91) 
As above. 
  Grumio  PETR. ...go to your mistress, Say 
I command her come to me. 
(96-7) 
As above. 
  Katherina  BAP. ...here comes Katherina. (100) 
Returns from ‘in’. 
  Katherina  PETR. ...bring them hither 
straight. (106) 
As above. 
  Katherina, Bianca, 
Widow 
 PETR. ...See where she comes, 
and brings your froward 
wives...(120) 
As above 
  Petruchio, 
Katherina 
 PETR. Come, Kate, we’ll to bed. 
(185) 
Returning to Baptista’s house. 
  
 
Others 
Lucentio, 
Bianca 
  Assume bulk of characters exit outwards, 
Lucentio and Bianca inwards. 
    
BAD QUARTO EPILOGUE AT THIS POINT INVOLVES SLY BEING 
BROUGHT BACK FROM INWARDS AND DUMPED ON THE STAGE 
(BACK WHERE HE WAS AT THE BEGINNING OF THE PLAY). 
AFTER A SCENE WITH HOSTESS/TAPSTER THEY EXIT 
OUTWARDS TO SLY’S HOUSE, WHERE HE NOW HOPES TO TAME 
HIS SHREWISH WIFE AS PETRUCHIO HAS DONE. 
 
 
Congestions: 1 minimal congestion caused probably by textual contamination near start of Act V 
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“The two doors’ traffic of our stage”— 
Shakespeare’s spatial semiotics 
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This paper results from an investigation begun some time ago. It is not possible to rehearse here the 
various phases, stretching back over a decade, in the development of this research; they are in any 
case outlined in an article previously published in Theatre Research International.1 My colleagues 
and I at the University of Sydney believe we have discovered and verified a major component of 
the stage-management system operative at Shakespeare’s Globe and elsewhere—a stage-
management system inscribed in the dialogue of the plays which gave the actors clear indications 
as to which door to use for most of their entrances and exits. This paper will outline such a system 
as we now understand it, and consider its potential as a spatial semiotic system for making 
meanings in the original context of utterance of Shakespeare’s plays, the Globe playhouse. 
This paper is in four parts:  
1 An articulation of a theory for a two-door dramaturgy and its primary implications 
2 Connotational patterns, or a spatial semiotic, stemming from such a theory 
3 Difficulties involved in manipulating a two-door dramaturgy, and the significance 
(sometimes metatheatrical) of solutions to such difficulties 
4 The implications of such a theory for textual editing and interpretation 
 
                                                 
1 Tim Fitzpatrick, ‘Shakespeare’s Exploitation of a Two-door Stage: Macbeth’, Theatre 
Research International 1995, no 3. These issues were first raised in Derek Peat & Tim 
Fitzpatrick, ‘Macbeth in Performance’, Sydney Studies in English, 8: 1982-3, pp. 89-99. 
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1 TWO-DOOR THEORY 
The project began with the discovery, reported in the article referred to above, that a certain 
segment of Shakespearean text (the Porter’s Scene in Macbeth) seemed to betray a two-door 
dramaturgy, that its textual configuration seemed to suggest that Shakespeare was deliberately 
making it possible to do the scene with only two entrance doors, even though there are three 
distinct offstage fictional locations (Duncan’s chambers, the other bedrooms, and beyond the South 
Entry). 
Subsequent analysis of a number of plays suggested the patterns evidenced there might be more 
general in application; various interrelated hypotheses were then set up for testing, and it is the 
results and implications of this work which are outlined in this paper, which is also in part an 
outline of future directions and an invitation to other researchers to collaborate in the enterprise. 
These are the initial hypotheses on which our research is based, evolved and refined by means of 
the examination conducted so far of a number of Shakespearean plays, are the following: 
1 That there must have been some short-hand system to manage entrances and exits and 
simplify the work of the stage manager, given the rapid repertory system employed in the 
playhouses; 
2  That such a system would most likely not be based on a mechanical premise of one door for 
entrances and the other for exits,2 since such an arrangement would contradict spatial 
commonsense. It is more likely that it would be based on a ‘fictional logic’, a simple sense 
of spatial relationships between on the one hand performance spaces (the stage space and 
the offstage spaces behind the doors) and on the other hand the fictional ‘places’ that these 
might represent from one scene to the next (an onstage ‘place’ and other contiguous 
offstage ‘places’). Open-air performance favours such concrete spatial logic over the 
‘cinematic’ logic instanced in many modern productions (where characters materialise and 
disappear from nowhere in particular—the equivalent of moving ‘in and out of shot’), and 
this implies that whatever the fictional place represented by the stage at any given moment, 
it almost always carries with it a sense of other concrete and specific related places offstage 
behind the stage doors;  
3 That this relationship between performance spaces and fictional places, is systematic, and is 
simple enough to be encoded in the playtext to indicate to the actors the directions of their 
entrances and exits; 
7  That therefore the playtexts are deliberately constructed to take account both of the limita-
tions of the stage and the need for such a system to simplify rehearsal, and that when the 
texts are interrogated in this light they reveal precise, consistent and coherent traces of such 
systematic indications in regard to the onstage-offstage spatial relationships that are 
operating. In other words, there are patterns in the texts which lead us to suggest that 
Shakespeare was working with a binary system of entrances and exits. This would suggest 
that there were only two doors onto the stage at the Globe, with no central discovery space 
accessible from the tiring house, though this is something that will never be proved 
conclusively. 
Firstly, what do we mean by ‘systematic’? If we begin the search for patterning principles there is 
one preliminary commonsense pattern, with no relation to fictional logic at all, which might be 
                                                 
2 Bernard Beckerman, ‘Theatrical Plots and Elizabethan Stage Practice’, in Shakespeare 
and Dramatic Tradition, eds W.R. Elton and William B. Long, Newark, University of 
Delaware Press, 1989, pp. 109-24. 
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immediately helpful: since in the open air an audience is easily distracted, the playwright will want 
to maintain as much continuity as possible in the performance. The crucial moments when 
continuity can be lost are the scene breaks where the stage is ‘clere’ or empty, so it could be useful 
to organise the entrance and exit patterns in such a way that one scene can begin almost before the 
previous scene’s actors have left the stage. For this reason alternation of exits and entrances might 
well be employed as often as possible: 
ALTERNATION
characters 
leaving at 
end of one 
scene
characters 
entering to 
start next 
scene
 
But this pattern can have its opposite (signifying systems begin with deployable binary 
oppositions): if, instead of smooth continuity, a break in the performance is appropriate (and here 
we are approaching a fictional logic)—to establish, for example, a location change or a time-lapse 
in the fiction—then the exit and entrance can be from the same door. In this case simple logistics 
dictates that congestion will be created behind one of the doors while the exiting characters clear 
the door to enable the new group’s entrance, causing a slight pause with empty stage. This pause 
can itself serve as a signifier of such a location change or time-lapse between the fictional scenes: 
CONGESTION
characters 
leaving at 
end of one 
scene
characters 
entering to 
start next 
scene
 
If we proceed and begin to examine oppositions which might be part of a system of fictional logic, 
we see immediately that with two doors it is easy to set up broad binary oppositions that might start 
to be ‘systematic’. For example to enter from one door, cross the stage and exit by the other can 
become significant by opposition to its alternative, that of entering by one door and then going 
back out in a ‘loop’ via the same door. The first of these could thus carry the sense of ‘arrival’, or 
‘purpose’, with the onstage ‘place’ and the two offstage ‘places’ in some sort of triangular 
relationship (see more below); the second might therefore indicate by opposition a ‘return’ to place 
of origin: 
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ARRIVAL RETURN TO ORIGIN
 
Similarly, exiting through one door and then coming back onto the stage from the same door can be 
opposed to a return (having crossed backstage) from the opposite door; the former pattern would 
signify a continuity of fictional places (returning from the same ‘place’ to which one exited), the 
latter discontinuity (arrival from a different ‘place’, and at possibly a later fictional time, from the 
‘place’ of one’s previous exit): 
BACKLOOP: 
CONTINUITY
DIFFERENT DOOR: 
DISCONTINUITY
 
However these oppositional patterns are still not enough to constitute a system. The missing link, 
which integrates all of the preceding elements, turns out to be very simple and very common. Other 
critics have noticed a recurrent spatial pattern whereby the stage often represents an intermediate 
place between two other places, one of which is ‘inwards’ and proximate, the other ‘outwards’ and 
remote.3 This is indeed an overwhelming pattern in the plays (typified in the ‘arrival’ example 
above), and all that needs to be done to render such a pattern systematic, i.e. to enable it to provide 
a basis for the stage manager and actors to rely on, is to add one further standardising element: 
when the stage space does represent a place which is between two other places, one of which is 
further ‘inwards’, the other further ‘outwards’, then it is always the same door which leads 
‘inwards’, while the other door always leads ‘outwards’: 
                                                 
3 Analyses in these terms of some brief sections of text have been done, for example, 
by: David Bradley, in From Text to Performance in the Elizabethan Theatre: Preparing 
the play for the stage, Cambridge University Press, Cambridge, 1992, pp. 32-3 (a sec-
tion of Richard II); John Orrell, ‘The Polarity of the Globe’s Stage’, (a paper given at 
the Easter 1995 Bankside Conference: the opening scene of Hamlet); and Brian 
Gibbons, ‘The Question of Place’, (a paper given at the same conference: Ben 
Jonson’s Every Man In His Humour). 
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TRIANGULATION
intermediate 
place
to and from 
further inwards
to and from 
further outwards
 
The simplicity of such a pattern is breathtaking, and this very simplicity might explain the 
complete lack of literate records of such a system (so simple no-one needed to record it). However 
our analysis of the playtexts leaves us convinced that this is indeed the basis of the stage-
management system for which Shakespeare was writing. Once the playwright has a system of 
inwards-intermediate-outwards triangulation operating, he can then integrate the partial signifiers 
of continuity/discontinuity and arrival/return treated above, along with alternation/congestion 
patterns, to structure the performance with coherent spatial logic and to achieve the desired 
rhythms of entrance and exit both within and between scenes. In other words, we are suggesting 
that underlying the flexibility implicit in the texts (frequent location changes and time-lapses from 
one scene to the next) there is an underlying standard pattern: however many location changes are 
rung, each new location brings with it the same, standard inwards/intermediate/outwards triangular 
pattern.  
Our contention is further supported by consistent indications in the texts to the actual east-west 
orientation of the Globe stage (which faced roughly North): it is clear, as we shall see below, that it 
is the stage-right or Eastern door on the Globe stage which leads ‘inwards’, while the stage-left or 
Western door leads ‘outwards’. 
At this point we have made a preliminary reconnaissance of the Shakespearean canon, and 
analysed in detail over half of Shakespeare’s plays together with a handful of non-Shakespearean 
Globe plays. Statistics based on six of Shakespeare’s Globe plays show that around 90% of scenes 
feature this triangulation pattern (the other 10% being ‘loop’ scenes, in which characters enter the 
stage as an unlocalised place and exit again via the same door, taking their ‘place’ back with them). 
Further—and this is a strong indication of the validity of this triangulated spatial logic theory— if 
it is applied to the texts it creates desirable alternation patterns at around 90% of scene-breaks (the 
other 10% being congestion patterns between scenes where there is usually a change of location 
and/or a time-lapse in the fiction, or where the momentary pause with a ‘clere’ stage is covered by 
offstage sound effects of battle, flourishes etc.). However there is more to it than that. Though it 
may be interesting to navigate the realms of notional stage-patternings, such exercises are probably 
of restricted interest unless they deliver broader insights, and we believe the research we have 
conducted indeed points to wider patterns of significance for the entrance and exit patterns, which 
in turn lead to important insights in regard to text editing and interpretation; some of these will be 
outlined briefly below. 
formance-reading. 
3  DIFFICULTIES IN MANIPULATING TWO DOORS, 
RESULTANT METATHEATRICAL EFFECTS 
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4 IMPLICATIONS FOR TEXT-EDITING AND 
INTERPRETATION 
Such a stage-management system, if it can be shown to be of general validity, might well provide a 
powerful new analytical tool for text-editing and interpretation. It is particularly pertinent in regard 
to the status of playhouse-derived stage-directions, and we believe that stage directions in general 
need to be examined carefully in the light of the confluences which are evidenced once this system 
is applied. 
 
(a) TEXT-EDITING 
n The significance of this sort of systematic analysis is well-illustrated in relation to the textual 
problem of the so-called ‘bad quarto’ of The Taming of the Shrew. This play, The Taming of A 
Shrew, though only roughly analogous to the Folio text, contains a number of interludes which 
look tantalisingly as though they may correspond to the assumed ‘missing’ interludes and epilogue 
of Shakespeare’s play—interludes that are generally thought to have been cut for reasons of 
economy of casting, leaving only the ‘induction’ and a solitary interlude early in the play. This 
interlude, comments from Sly who is watching the ‘inner play’ from the Lord’s Room above the 
stage, has a particular function in terms of what we have been talking about: it serves to avoid a 
between-scenes congestion pattern at the ‘outwards’ door and a change of fictional signification of 
the ‘inwards’ door by separating the final exit after I.i (Lucentio, Tranio and Biondello leave 
Baptista’s house and go off to Lucentio’s lodgings) from the first entrance in I.ii (Petruchio arrives 
in Padua, nominating the ‘inwards’ door now as Hortensio’s house), so it is not fanciful to suggest 
that a similar function might have been originally foreseen for the subsequently deleted interludes 
that survive in The Taming of A Shrew.  
The analysis we have done of The Taming of the Shrew shows with clinical precision three points 
in the text which have functional need of interludes, due to awkward entrance-exit patterns: they 
are, briefly, after III.i to separate an exit by Lucentio at the end of the tutorial scene from his re-
entrance in the wedding procession the next day; near the start of V.i to ease a congestion pattern at 
the ‘outwards’ door between Lucentio and Bianca leaving Baptista’s house to be married, and 
Petruchio and company arriving at Lucentio’s house; and after V.i to separate the various entrances 
into Lucentio’s house in pursuit of the malefactors from the ceremonial re-entrance for the 
marriage feast (V.ii). The argument that the interludes in A Shrew might have once fitted these slots 
is further strengthened by their fictional content, which suits the Folio text better than the ‘bad 
quarto’ text in which they sit: interludes 1 and 2 from the ‘bad quarto’ mesh perfectly with the fic-
tional situation current at the points at which they are functionally required in the Folio text—Sly’s 
impatience to see Grumio again and his reference to two gentlewomen entering for the next scene 
fits the gap between III.i and III.ii, and similarly his references to the couple about to be married 
and his re-sighting of Grumio fit the difficult moment near the start of V.i. The final point which 
requires an interlude is the obviously problematical gap between V.i and V.ii, about which Morris 
notes scholarly agreement.4  The relationships between points in the Folio text that seem to require 
interludes, and the interludes in the bad quarto, are summarised below: 
 
THE SHREW (FOLIO) A SHREW (‘BAD QUARTO’) 
                                                 
4 Brian Morris, ed. The Taming of the Shrew, London, Methuen, 1981 (Routledge, 
1993), p. 44. 
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EXISTING INTERLUDE 
1 After I.i: to avoid a between-
scenes crossover at the ‘outwards’ 
door between exiting Lucentio-
Tranio-Biondello group and 
entering Petruchio-Grumio; and to 
facilitate wipe and reset of 
‘inwards’ door from ‘Baptista’s 
house’ to ‘Hortensio’s house’. 
 
 
[No interlude at the corresponding place in the ‘bad quarto’.] 
 
 
NEED FOR INTERLUDE 
1 After III.i: to give Lucentio more 
time for a backstage cross, having 
exited only six lines from the end 
of the tutorial scene, to re-enter 
with Baptista in III.ii, and to estab-
lish a time-lapse to the following 
day (Katherina’s wedding). 
 
 
 
1 Slie. Sim, when wil the foole come againe? 
 Lord. Heele come againe my Lord anon. 
* * * * * 
 Lord. My Lord, heere comes the plaiers againe. 
 Slie. O braue, heers two fine gentlewomen. 
Enter Valeria with a Lute and Kate with him. 
[Grumio has not been seen since I.ii; Katherina and Bianca, in wedding 
finery, are among the characters entering.] 
 
 
2 Near the start of V.i: to avoid a 
crossover at the ‘outwards’ door 
between exiting characters 
(Lucentio, Bianca, Biondello) and 
entering characters (Petruchio, 
Katherina, Grumio, Vincentio, 
Attendants);  and to facilitate wipe 
and reset of ‘inwards’ door from 
‘Baptista’s house’ to ‘Lucentio’s 
house’. 
 
2 Slie. Sim, must they be marreid now? 
 Lord. I my Lord 
       Enter Ferando and Kate and Sander. 
 Slie. Looke Sim the foole is come againe now. 
 
 
 
[Corresponds exactly to the exiting couple (Lucentio-Bianca) and the 
entering group, which contains Grumio (=Sander).] 
 
 [No interlude is needed after the 
sudden exit of Pedant-Tranio-
Biondello ‘as fast as may be’ 
(V.i.103), and the insertion of one 
would unnecessarily impede the 
action as other characters follow 
them off.] 
 
3     Phylotus and Valeria runnes away. 
   Then Slie speakes. 
 Slie. I say weele haue no sending to prison. 
 Lord. My Lord this is but the play, theyre but in iest. 
* * * * * 
 Slie. Are they run away Sim? thats wel, 
 Then gis some more drinke, and let them play againe. 
 Lord. Here my Lord. 
  Slie drinkes and then fals asleepe. 
[Point of fictional correspondence in Folio is clear, but Folio has no 
functional need for an interlude at this point.] 
 
 
3 After V.i: to separate the staggered 
exits of ten characters and their 
immediate ceremonial re-entrance  
 (despite time-lapse) to the feast at 
Lucentio’s (V.ii); and to facilitate 
wipe and reset of ‘inwards’ door 
from ‘Lucentio’s house’ to  
 ‘further inwards in  
 Lucentio’s house’. 
 
4   Slie sleepes. 
 Lord. Whose within there? come hither sirs my Lords  
 Asleepe againe: go take him easily up,  
 And put him in his own apparel againe, 
 And lay him in the place where we did find him, 
 Iust vnderneath the alehouse side below, 
 But see you wake him not in any case. 
 Boy. It shalbe don my Lord, come helpe to beare him 
 hence.      Exit 
[Sly, now sleeping, removed from the gallery to be dumped back where he 
was found on the stage proper, to set up the epilogue.] 
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The first and third points in the Folio that would seem to require an interlude need no further 
discussion. However the second point in the Folio which requires an interlude is of particular 
complexity. V.i in the Folio begins with the stage direction:  
Enter BIONDELLO, LUCENTIO, and BIANCA. GREMIO is out before. 
The unusual—indeed unique—format of this stage direction has been commented on by scholars,5 
since it implies an unusual separate entrance for Gremio without providing dialogue for him, and 
further does not follow the normal chronological format. This has led to its being characterised as 
an afterthought, possibly these abnormalities indicate just this, and are clues that the second of the 
‘bad quarto’ interludes was originally situated here (between a short scene in which Biondello 
shepherds Lucentio and Bianca from Baptista’s to the church and then follows them, and the arrival 
of Petruchio, Katherina and company), and further that with its deletion one simple but not 
altogether satisfactory textual amendment was made to deal with the problems that the interlude 
was originally there to deal with.  
It is possible that the original structure was the following: the short Lucentio-Bianca-
Biondello scene must have constituted V.i. They are coming back out of Baptista’s house on the 
way to church, and after the three have exited (and the stage is ‘clere’) Sly comments from the 
gallery regarding the about-to-be-married couple and then about the presence of Grumio among the 
large group of characters entering for the next scene, which would have constituted V.ii. However 
the entrance of this group is preceded by Gremio’s solo entrance, like theirs from the ‘outwards’ 
door: his wondering where Cambio is serves first to establish that the ‘inwards’ door in this new 
scene is now the door to Lucentio’s house—and the joke is that Gremio has, as in the Othello 
example discussed above, ‘just missed’ Lucentio in the crossover behind the ‘outwards’ door, since 
‘Cambio’ (Lucentio) has just crossed the stage. Gremio then turns to meet the arriving Petruchio, 
Kate, Vincentio and Grumio. Below is the sequence in graphic form. 
Act IV ends with Petruchio, Katherina etc., having met Vincentio on the road, exiting with him 
towards Padua. Act V starts with Biondello entering with Lucentio and Bianca from Baptista’s 
house, on their way to be married. Next Biondello shepherds them towards the church and then 
follows them there; Sly comments from the balcony (INTERLUDE): 
IV.v:
Petruchio, 
Katherina, 
Vincentio, 
HortensioV.i: 
Lucentio, 
Bianca, 
Biondello
 
Lucentio, 
Bianca, 
Biondello
Sly 
comments
 
After a brief pause (congestion at ‘outwards’ door: change of location) Gremio enters from the 
street, coming to Lucentio’s house; he comments on Cambio’s (Lucentio’s) absence, then meets 
Petruchio and company who have also entered from outwards, arriving at Lucentio’s: 
                                                 
5 Ibid., p. 279 
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Sly 
comments
Petruchio, 
Katherina, 
Vincentio, 
Hortensio
Gremio
 
The figure below clarifies what may have been the editing process from this reconstructed original 
to the Folio version, a process which involved cutting the interlude and then simply anticipating 
Gremio’s entrance. His anticipated entrance (in bold) is tacked on as an afterthought to the 
entrances of the trio, and his single line then provides an onstage diversion for (or ‘covers’) the 
pause between the exiting and entering groups at the ‘outwards’ door: 
 
Pet. Come, go along and see the truth hereof,
For our first merriment hath made thee jealous.    Exeunt. 
Hor. Well, Petruchio, this has put me in heart.
Have to my widow! And if she be froward,
Then hast thou taught Hortensio to be untoward.     Exit.
Enter BIONDELLO, LUCENTIO, 
and BIANCA. 
Bion. Softly and swiftly, sir, for the priest is ready.
Luc. I fly, Biondello. But they may chance to need 
thee at home, therefore leave us.                            Exit.
Bion. Nay, faith, I’ll see the church a your back, 
and then come back to my master’s as soon as I can. Exit.
               SLY                          INTERLUDE
Enter GREMIO.
Gre. I marvel Cambio comes not all this while.
Enter PETRUCHIO, KATHERINA, VINCENTIO, 
GRUMIO, with Attendants.
Pet. Sir, here’s the door, this is Lucentio’s house.
My father’s bears more toward the market-place.
[IV.v.74-8]
[V.i]
[V.ii]
GREMIO is out before.
Cutting of Interlude brings two 
groups (2+1 exiting, 1+4 at least 
entering) into too close proximity. 
Solution is to anticipate Gremio’s 
entrance so his line ‘covers’ the gap 
between exit and entrance.
[outwards door]
[outwards door]
[outwards door]
[outwards door]
[outwards door]
[outwards door]
[outwards door]
[inwards door]
 
However the solution creates as many problems as it solves. It has been noted that Gremio’s 
entrance with no dialogue is unusual, so there is a problem involving what he is doing onstage 
during the Lucentio-Biondello exchange.6 Then, when he does speak, his line is a nonsense—the 
‘Cambio’ whose absence concerns him (Gremio has employed ‘Cambio’ as a go-between in his 
courting of Bianca), is of course the very Lucentio who has just dashed across the stage with 
Bianca: how can Gremio if he is ‘out before’ not have seen them and recognised ‘Cambio’? 
                                                 
6 Ibid. 
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Perhaps the incongruity might have been covered by some comic business which revolved around 
Gremio’s failure to see the church-bound couple or to recognise Lucentio as ‘Cambio’, and any 
such clowning would have served into the bargain to amplify the covering function of the line in 
regard to the inevitable pause between the exits and entrances at the ‘outwards’ door. Therefore the 
idea of bringing Gremio in at the start of the scene and just having him ‘hang around’ silently is 
less than ideal, but could be made to work. Further, it is possible that another attempt was made to 
strengthen it, leading to another textual anomaly: in a previous scene (IV.iv) Baptista resolves to 
arrange the terms of Lucentio’s and Bianca’s marriage with Tranio—but not in his own house: 
BAPTISTA. Not in my house, Lucentio, for you know 
Pitchers have ears, and I have many servants. 
besides, old Gremio is hearkening still,  
And happily we might be interrupted. 
(IV.iv. 51-5) 
Shortly afterwards the Folio has a mysterious and inconsequential stage direction: ‘Enter PETER’. 
Peter (like Gremio in V.i) says nothing on his entrance and seems superfluous to the action at this 
point, so commentators have offered suggestions that he is one of Tranio’s servants come to inform 
him his meal is ready, or—though it solves no fictional anomalies—that ‘Peter’ is an actor’s name 
rather than a character’s name (there is a character Peter among Petruchio’s servants, but he would 
be out of place in this scene). Morris notes the unconvincing nature of the solutions offered, and 
suggests that the text might have been cut at this point, leading to the anomaly.7  
It can perhaps be suggested instead that this is a case of text being added to the Folio rather than 
cut: if Gremio’s entrance in V.i has been anticipated in the manner suggested above, his role in that 
scene is precisely to be hanging around observing, or ‘hearkening still’ as Baptista suggests here. 
Perhaps it was felt that this pattern might be initiated in this earlier scene: as an immediate fulfil-
ment of Baptista’s description, Gremio (and for this suggestion to work we must therefore assume 
that ‘Peter’ is the name of the actor playing the Gremio role) enters and observes silently, exiting 
after Baptista and Tranio to follow them to Lucentio’s house—which is exactly where we know 
Gremio ends up in V.i, well aware (as he informs Petruchio) that Baptista and Tranio are ‘busy 
within’. 
This single example will have to suffice as an indication of the text-editing potential of the theory 
we are proposing. Two other brief indications: firstly the quarto stage directions in 2 Henry VI are 
worth some examination, since they indicate clear perceptions of the limitations of two-door 
staging. Secondly, there are three anomalous texts in the canon—texts which do not manifest the 
intra-dialogic spatial indications we have been talking about. They are, not coincidentally, Titus 
Andronicus, 1 Henry VI and The Two Noble Kinsmen. 
 
(b) IMPLICATIONS FOR INTERPRETATION 
There are other, more general interpretative connotations to emerge from this patterning, in 
particular the gendering of the stage mentioned above which involves female characters normally 
entering and leaving the stage via the inwards door leading to domestic or private court spaces. A 
number of the plays contain moments which seem to pivot on movement patterns which 
deliberately vary the normal male-female orientation of the stage, and we believe that such 
manipulation of the patterns can have telling effect. Othello is a case in point, as is Macbeth, and 
the overall structure of Love’s Labour’s Lost seems to question the patterns themselves. 
The rhetorical force of an unexpected entrance (involving a backstage cross) is exemplified in 
Othello IV.i, where Desdemona, who has spent much of the play ‘enclosed’, consistently coming 
                                                 
7 Ibid., p. 273. 
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and going through the ‘inwards’ door, suddenly enters from outwards with Lodovico (it must be 
from outwards for various reasons, not the least of which is that he, like the others in Act II, is 
arrived from Venice). She has done a backstage cross to enter and accompany Lodovico to the 
citadel, but of course ends up being sent there alone, having been struck by the uncontrollably 
jealous Othello. It might well be suggested that her sudden entrance from outwards, bespeaking 
independence from marital control and enclosure (not coincidentally, it is Iago who is quick to 
point out to Othello that she is with another man), is itself a ‘last straw’ trigger for Othello’s violent 
outburst; and perhaps the audience is manipulated into some degree of empathy by the unexpected 
direction of her entrance. 
The inevitably downwards plot spiral of Macbeth is signified eloquently through the contrast be-
tween Lady Macbeth’s entrance-exit patterns after the killing of Duncan and her expressionistic 
replay of the scene in V.i, the sleepwalking scene. In II.iii she crosses from inwards (the location of 
Duncan’s murder) to outwards (the other bedchambers), taking important initiatives to persuade 
Macbeth to do what must be done to conceal their guilt. In her dream replay of the earlier scene in 
V.i her movement pattern is clearly a loop from inwards (now her bedchamber) and then back 
inwards (‘To bed, to bed, to bed.’): she is now ‘locked in’ to an obsessive and inescapable 
replaying of the traumatic event.  
It seems that the point being made in Acts I-IV of Love’s Labour’s Lost is that the King and nobles 
have usurped the ‘inwards’ female place, have excluded women from it, and put them ‘out’ of their 
lives. The men therefore have exclusive use of the ‘inwards’ door—and the ladies, coming ‘in’ on 
an embassy from the Princess’s father, are lodged ‘out’ in the park. This represents an overturning 
of the normal stage pattern (and, perhaps Shakespeare is suggesting, of the natural order). This 
pattern may even extend to IV.iii, where despite Berowne’s statement that the King is ‘hunting the 
deer’ (IV.iii.1) the King then enters (like all the others) from inwards with his paper—the point 
being that Berowne is wrong: the King may well have been outwards hunting deer, but he has since 
returned to the court to prepare his love-sonnet.  
The volte face by the men at the end of IV.iii thus restores the natural order and the normal stage 
pattern: their artificial world has been overturned by the force of Berowne’s rhetoric. They there-
fore do not go back in to the court to prepare themselves for the masque, but on the contrary now 
‘cross over’ to exit the ‘outwards’ door, to accompany the ladies back to their tents where they will 
only subsequently entertain them with the masque. The proposal is initially put in terms of warlike 
metaphor: 
KING. Saint Cupid, then! and, soldiers, to the field! 
BER.   Advance your standards, and upon them, lords! 
  Pell-mell, down with them! but be first advis’d, 
  In conflict that you get the sun of them. (362-5) 
The battlefield references of course evoke general connotations of their going ‘out’ to the field to 
conquer the ladies, but the lines immediately following are even stronger. They are a good deal 
more specific and explicitly practical, suggesting an unavoidable exit outwards to the park: 
LONG.  Now to plain dealing; lay these glozes by: 
  Shall we resolve to woo these girls of France? 
KING.  And win them too: therefore let us devise  
  Some entertainment for them in their tents. 
BER.   First, from the park let us conduct them thither; 
  Then homeward every man attach the hand 
  Of his fair mistress: in the afternoon 
  We will with some strange pastime solace them... (366-73) 
This is a practical project, no longer a metaphorical conquest: they are going out to the park to 
accompany the ladies to their tents, wooing them as they go; they will then leave them there and 
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retire to prepare an entertainment for them in the ‘afternoon’. Once they have crossed to exit 
outwards, the normal inwards-outwards and female-male pattern is re-established, and the 
subsequent scenes have flawless alternation patterns:  
V.i Holofernes etc. start the next scene from inwards (coming out from ‘dinner’, a marker that 
the ‘afternoon’ of the entertainment is arrived); then, in response to Armado’s news, they 
exit outwards to their ‘sport’. 
V.ii  Princess and ladies enter from inwards: they are now at their tents, having been conducted 
there by the men (who have gone to prepare the ‘strange pastime’). The ladies have in the 
meantime been sent tokens by the men, but there is nothing to suggest that they have not 
been conducted to the tents by the men, as proposed in IV.iii. Their tents are close-by 
behind the ‘inwards’ door: at the news the men are returning the Princess enjoins the ladies 
to ‘Whip to our tents’ (309), and then when Boyet is sent to retrieve the ladies it only takes 
him 20 lines to round them up and return with them (compare this with the 80 lines it takes 
Caesar to get Octavia from outwards in Antony and Cleopatra II.ii-iii). 
The natural order and the normal stage pattern are thus restored: the wooers enter from the 
‘outwards’ door, coming in to the ladies; so too the clowns for their performance (this pattern is 
similar to that present in the final act of A Midsummer Night’s Dream).  
Particularly eloquent as an exit pattern is the final exit in Love’s Labour’s Lost. The Folio’s final 
speech has Armado stage-manage the exits:  ‘You that way: we this way’. The Arden editor 
suggests this is an addition ‘by the stage-manager to ensure a tidy Exeunt’,8 and this may be the 
case. But if it is, what are the two groups, since there are three obvious groupings on the stage: the 
ladies, the men, the clowns? If this scene is at the tents as suggested above, then one would expect 
the King’s group to exit outwards back to the court; so too Armado and company. But the Princess 
and ladies? Do they go outwards too (to return home), or retire inwards to their tents to prepare for 
their departure? A naturalistic logic (and the final Folio line) would suggest the latter, particularly 
as Boyet has already been sent off (presumably inwards) to prepare their things: 
PRIN.  Boyet, prepare: I will away to-night. (719) 
Boyet
Ladies
Men
Clowns
 
However this is contradicted further on: 
PRIN.  Ay, sweet my lord; and so I take my leave. 
KING.  No, madam; we will bring you on you way. (864-5) 
This would seem to suggest that the ladies and men are to leave the stage together, but if that is the 
case they must leave via the ‘inwards’ door back towards the tents (it would make no sense if the 
double exit were the other way around, with ladies and men leaving outwards, and then clowns 
                                                 
8 R.W. David, ed., Love’s Labour’s Lost, London, Methuen, 1951 (Routledge, 1992), p. 
187. 
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inwards towards the tents). The previous sending of Boyet off to the tents to pack the bags thus 
becomes a crucial marker: if he has gone that way, then it is logical for the ladies too (and the men 
with them) to do the same—with the understanding they will take their partings at, and leave from, 
the tents: 
Boyet
Ladies
Men Clowns
 
This has two added advantages: firstly it avoids the necessity for formal leave-taking by each 
couple on the stage (surely required if these two groups are to exit separately), and secondly it 
foreshadows in its physical pattern the deferred happy ending that the audience is expecting to take 
place after the year of mourning, when the ladies will definitively take the men once they have 
proved their constancy.  
 
CONCLUSIONS 
It is impossible to conclude a paper such as this which is of its nature centrifugal. At this point we 
can merely assert that we believe this line of research has already indicated sufficient potential to 
warrant further work. My colleagues and I are increasingly convinced that the texts do indeed 
provide precious stage-management information. Further, the fact that the examples adduced above 
are indiscriminate in terms of Globe and non-Globe plays indicates that this is not just a Globe 
system we are dealing with. It must be at least a Globe system (if it is a stage management system 
it must have been used by other Globe dramatists), but if all of Shakespeare’s plays show 
indications of this sort then it must have been common to other theatres too. 
Shakespeare’s texts seem to us to be peppered with specific and systematic spatio-temporal 
indications which we believe provide a smooth, almost train-track trajectory for the actors and 
stage-manager, but how widely and how expertly was such a system—if system it was—used by 
other playwrights? We are as yet not in a position to assess the extent to which Shakespeare is 
outstanding as a craftsman in this regard. The next phase of our research obviously involves further 
testing, questioning and corroboration, by means of text analysis, workshops and full productions, 
of Shakespearean and non-Shakespearean, Globe and non-Globe plays.  
 
 
